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Krzysztof Penderecki’sSt. LukePassion,PolishRequiem
and Credo in the Context of Polish History
This is a country torn away from its own past
by the forceful means imposed by the communists,
but it is so strongly tied with that past
that it reconstructs its capital from Canaletto paintings.
Jean-Paul Sartre1
Man must know where he comes from
in order to know where he is going.
A nation without history loses its way
like a man without memory.
As Orwell put it, “the totalitarian regime buries history in
the grave of the memory.”
Norman Davies2
Krzysztof Penderecki’s works and the historical situations in which
they emerged are linked by relations which are complex, sometimes
remote and difficult to specify. In spite of stylistic transformations
that the composer’s works undergo (mainly in the area of musical
language), his œuvre is internally coherent and bears prominent and
recognisable marks of his personality; as an artistic phenomenon it
is recognisable and possible to receive without the awareness of the
historical context.
Nonetheless, the attitude of Penderecki as an artist, his choice of
themes or the messages which his consecutive works carry do refer
meaningfully, although sometimes very broadly, to the times when
he has had to live and work, to the historical (political, social or
cultural) situations and events which took place in Poland and in the
world in the second half of the 20th Century.
1Quoted after Dzieje Polski. Kalendarium [“History of Poland. A Chronology”],
ed. by Andrzej Chwalba, Kraków 1999, p. 758 (English translation by A.  Lo-
patka).
2Norman Davies, Boże igrzysko. Historia Polski [“God’s Playground. A History
of Poland”], Kraków 1999, p. 807 (English translation by A.  Lopatka).
42 Regina Ch lopicka
Studying his works from this perspective allows us to turn to a
highly interesting dimension of Penderecki’s music: to meanings that
can be uncovered through the historical context. This line of research
requires particular caution in order not to fall into dangerous simpli-
fications and not to lose from sight the fact that this is only one of
many dimensions of his works.
The attitude of the composer towards historical reality uncovered
through the sphere of meanings carried by his music is quite charac-
teristic. Some transformations of this attitude may be pointed out,
which may be interpreted as a form of reaction of the artist to the
changing historical reality.
POLAND AFTER WORLD WAR II





introduction of the totalitarian system
1948 Cardinal Stefan Wyszyński elected Primate of Poland;
persecution of the Church intensifies; trials of priests
1949 government adopts the decree restricting the freedom of public reli-
gious practices;
official cultural policy: the program of socialist realism
1952 Radio Free Europe established in Munich
1953 death of Joseph Stalin;
political show trials of independent political activists, generals,
priests
the Polish bishops protest against persecution: “Non possumus”;
Primate of Poland arrested
1955 Warsaw Pact established (military alliance)
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1. The Political Thaw of October 1956 in Poland. Krzysztof Pende-
recki and the Avant-Garde
1.1. “The Polish October”
The isolation of Eastern Europe from the rest of the continent, the
Iron Curtain built by the communist system, which culminated in
the Stalinist era in the late 1940s and early 1950s served the purpose
of subjugating the artists to the Marxist doctrine. It was to be im-
plemented by the so called “committed art” which had to correspond
to the norms of socialist realism.
The political breakthrough of 1956, known as the“Polish October,”
did lead to the short-lived “thaw” and loosening of the grip of the
totalitarian system over Poland, in spite of the awareness on the part
of the Poles of the tragic experience of the contemporary Hungarian
uprising, which restrained the scope of possible transformations of
the system.
1956
“Polish October” – a political thaw
“June events” in Poznań: the workers’ rebellion crushed
demonstrations in October
Polish communist W ladys law Gomu lka rises to power
concessions of the endangered communist regime:
– release of the Primate
– limiting of censorship
– partial repatriation of Poles from the USSR
uprising in Hungary crushed by the Soviet army
founding of the independent journal “Kultura” in Paris
In the field of art significant attempts were made at that time which
aimed at extending the limits of artistic freedom. A particularly
important role in the development of Polish music was played by the
newly created Festival of Contemporary Music “Warsaw Autumn”
(“Warszawska Jesień”) which enabled young Polish composers:
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– to encounter artists from West European countries and their music,
– to get to know new techniques and trends which dominated in
Western Europe (e.g. serialism, pointillism, aleatorism, sonorism),
– to focus on purely aesthetic issues.
1.2. Penderecki and New Trends in Western Music
Penderecki starts his creative life with an attempt to expand and
enrich the sonorous material, to search for new techniques of its or-
ganisation and to experiment in notation.
“My works written by the end of the fifties and in the early sixties, such as ‘Poly-
morphia’ and ‘Threnody,’ were then something completely novel, a new proposal.
When trying to operate with sound blocks, to develop a new technique of sound
production, e.g. on string instruments, I made discoveries which are now a per-
manent part of contemporary musical language.”3
Penderecki expands the palette of instrumental and then also of vocal
tone-colours to include a number of new hues (e.g. Trenody, Anakla-
sis, Dimensions of Time and Silence, Fluorescences) which were ob-
tained mainly by unconventional means of sound articulation, free
treatment of pitch (smooth pitch oscillation, quarter-tones and glis-
sandos, cluster and pointillist techniques) as well as by introduction
of new sources of sound (see Music Example No. 1).4
The works are built from sound segments of varied internal struc-
tures: from the ones shaped relatively freely and partially rigorous ones
to those strictly following mathematical ordering.5 A characteristic pro-
cedure applied by Penderecki in building segments consists in multiply-
ing a selected sonorous model of a specific harmony (or a set of variants
of the model) within a given segment, which results in a texture with
a clearly specified tone-colour quality. Diversifying sonorous models
3Krzysztof Penderecki, Muzyki nie można zaczynać od pocza̧tku [“You cannot
start Music from Scratch”], in: Ruch Muzyczny 31, No. 22 (1987), p. 8.
4See Danuta Mirka, The Sonoristic Structuralism of Krzysztof Penderecki, Ka-
towice 1997.
5Mainly with regard to grouping sounds and the rhythm; see Krzysztof Bilica,
Quartetto per archi (No. 1) Krzysztofa Pendereckiego [“K.P.’s First String Quar-
tet”], in: Kwartet smyczkowy w polskiej muzyce wspó lczesnej [“The String Quar-
tet in Contemporary Polish Music”], ed. by Jan Rychlik, Kraków 1977, pp. 85-95.
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Music Example No. 1: Penderecki, Threnody to the Victims of Hiroshima (1960),
PWM, p. 20
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which are subjected to these procedures as well as combining various
models within one segment leads to a wide repertoire of tone-colours.
The basis of the formal construction in which the composer uses the
assembly technique is a play of sonorous contrasts between segments of
different texture, arranged consecutively or overlapping, partly or fully.
Musical narration is not limited to free arrangement of colour effects
(as is often the case in sonoristic works), but is highly dramatised by a
clear pattern of tensions within a closed form.
New sonorous effects and ways of shaping the temporal course of
the work, different from traditional composing, required the introduc-
tion of suitable methods of notation.6 On the one hand, Penderecki
introduces many new signs (particularly to indicate new articulation
methods); on the other hand, he uses numerous variants of propor-
tional notation made more precise by metronome clues or duration
indications in seconds. Among the works composed at this time,
small size pieces prevail, usually designed for string ensembles.
Penderecki writes several vocal-instrumental works then, which are
important not only for the breakthrough of musical language theybring,
but also because they mark future trends in the composer’s output:
sacred music – The Psalms of David, secular music – Strophes (linked to
humanistic values), and instrumental music – Dimensions of Time and
Silence where music is primarily considered to be a play. Dimensions
of Time and Silence perhaps fit best the avant-garde and sonoristic
trend by enriching Penderecki’s repertoire of compositional means. It
also displays the most strongly the composer’s tendency to seek a new
formal order inspired by the abstract magic square model or the formal
painting conceptions of Paul Klee (see Music Example No. 2).7
6Trygve Nordwall, Krzysztof Penderecki – studium notacji i instrumentacji
[“K.P. – a Study of Notation and Instrumentation”], in: Res facta 2 (1968), pp.
79-112; Ray Robinson, The Evolution of Penderecki’s Orchestra from ‘Thren-
ody’ to ‘Fluorescences’, in: Studies in Penderecki, vol. II: Penderecki and the
Avant Garde, ed. by Ray Robinson and Regina Ch lopicka, Princeton, N.J.,
pp. 249-256.
7See Regina Ch lopicka, Extra-Musical Inspirations in the Early Works of Krzysztof






































47Music Example No. 2: Penderecki, Dimensions of Time and Silence, PWM, pp. 6 and 17
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2. The 1960s and 1970s in Poland. Penderecki’s Music and the Sphere
of the Sacred
2.1. The Polish Variety of Communism
The pressure by the communist state, based on mendacious, anti-
spiritual ideology, was reinforced to embrace all spheres of life which
was a means of maintaining the USSR-dependent political and eco-
nomic system in the country. This led to dramatic protests of in-
tellectuals and students (the famous Letter signed by 34 prominent
intellectuals, student riots of March 1968) and workers (tragic events
of December 1970 when the police and army opened fire on workers).
The attacks on the Catholic Church increased again aiming at
weakening its position in public opinion e.g. by:
– an attempt to discredit prominent bishops (e.g. accusation of the
Primate of Poland and the bishops of treason after their famous
letter to the German bishops which started with the words “We
forgive you and ask for forgiveness”);
– an attempt to replace religious rituals with secular ceremonies (the
conflict surrounding the celebration of the Millennium of Chris-
tianity in Poland in 1966) etc.
1956–1980
The Polish Variety of Communism
1. W ladys law Gomu lka in power 1956–1970
1957 gradual return of the system of repression and reinforcement of
censorship (e.g. shutdown of the independent “Po prostu” paper)
1958 removal of religious instruction from schools;
Nowa Huta quarter of Kraków – the struggle to defend the cross
1962 abolition of independent cultural centres (Klub Krzywego Ko la)
1963 the “Letter of 34” – protest of intellectuals and artists in
support of independent national culture (14th March)
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1964 letter of the Polish bishops to the “brothers in the Council”
from the German Church (8th November);
Episcopate and the Primate accused in the Sejm of high treason (14th
December)
1966 Conflict surrounding the Millennium celebration:
Gomu lka proclaims the secular celebration of 1000 years of
the Polish state (attempts to organise parallel celebrations);
main religious celebration of the 1000 years of Christianity
in Poland run by Archbishop Karol Wojty la and Primate Stefan
Wyszyński at “Jasna Góra” Monastery in Cz ↪estochowa
(the authorities do not allow Pope Paul VI to attend the cele-
bration);
some religious celebrations interrupted by the regime (a proces-
sion dispersed, 400 people arrested – 26th May)
1968 Dziady by Adam Mickiewicz – famous staging of the 19th-
Century Romantic play in the Teatr Narodowy in Warsaw banned
(16th January);
Gomu lka: “this is stabbing Polish-Soviet friendship right in the back.”
demonstrations at Warsaw University brutally suppressed;
students arrested, expelled from the university (among them
Adam Michnik);
demonstrations of youths and military attacks in other cities (9th
March – Warsaw, 11th March – Kraków, 12th March – Poznań,  Lódź,
Wroc law, Gdańsk, 14th March – Toruń, 15th March – Upper Silesia);
power struggle – anti-Semitic campaign instigated by Gomu lka
intervention of Warsaw Pact troops in Czechoslovakia (Au-
gust)
1970 “tragic events of December 1970”
workers protest in Gdynia and Szczecin crushed
2. Edward Gierek in power 1970–1980
1976 tragic Radom events – establishing of the unofficial Committee for
the Defence of Workers (KOR)
1978 Cardinal Karol Wojty la elected Pope (16th October)
1979 first visit of Pope John Paul II to Poland (2th–10th June)
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2.2. Penderecki’s Search for Universal Values
Penderecki’s attitude at this time is dominated by the tendency to
rebuild the spiritual world, connected with the sphere of the sacred
and universal values, to reconstruct symbolic memory by restoring
the grand religious tradition of European culture:
– great religious themes (e.g. the Passion and death of Christ, the
history of Salvation);
– established, significant liturgical texts (e.g. Stabat Mater, Magni-
ficat);
– genres of sacred music (the Passion, the Sacra rappresentazione).
The themes which are not religious but related to the sphere of hu-
manist values (anticipated in Strophes and manifested in full in Cos-
mogony) lead to the reinforcement of faith in the human being (see
Music Example No. 3).
In the St. Luke Passion, the symbolic worlds of good and evil,
truth and falsehood, love and hatred are contrasted, but in reference
to the historical experience of the 20th Century.
“I reached for the archetype of the Passion [. . . ] in order to express not only
the sufferings and death of Christ, but also the cruelty of our own century, the
martyrdom of Auschwitz.”8
“I wanted my music to be a confession, I searched for an authentic, modern type
of expression for eternal themes.”9
In the area of composition techniques, the St. Luke Passion also con-
stitutes an important attempt to combine modernity and tradition in
one work, but Penderecki emphasises that “a synthesis cannot consist
only in a mechanical combination of elements, but must stem from
a unifying experience.”10 The closure of the Passion on the words
8Krzysztof Penderecki, Labyrinth of Time. Five addresses for the End of the
Millenium, ed. by Ray Robinson, translated by William Brand, Chapel Hill
1998, p. 17.
9Passio artis et vitae [Interview with Penderecki by Anna and Zbigniew Baran],
in: Krzysztof Penderecki, Labirynt czasu. Pi ↪eć wyk ladów na koniec wieku,
Warszawa 1997, p. 66.
10Ibid., p. 67.
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Music Example No. 3: Penderecki, Cosmogony, sketch
“Deus veritatis” (“truthful God”), on a pure major triad, carries a
symbolic message of hope (see Music Example No. 4).
Thus the path to save faith in the meaning of the world leads
through the search of universal values in the sphere of the sacred.
This kind of message, although sometimes conveyed in a different way
and comprising additional references, can also be found in a number
of later cantata-oratorio works from Utrenia to Magnificat, Paradise
Lost, Te Deum and Polish Requiem to Seven Gates of Jerusalem and
Credo.
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Music Example No. 4: Penderecki, St. Luke Passion, PWM, p. 126
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In The Devils of Loudun, the composer seeks the truth about man
in a different way, presenting the sphere of evil and darkness, cruelty
and intolerance. The main protagonist of the opera, Urban Grandier,
is a small and weak man at the beginning, but his heroic testimony
to the truth, although it leads him to death at the stake, also enables
him to discover the meaning of life and faith in God in the finale of
the work.
3. The 1980s: Time of Hope and Time of Defeat. Penderecki in the
Sphere of National History
In the history of Poland, the link between religion and culture is quite
unique. In the long period of foreign Partitions, at the time of Ger-
man occupation and later during the Communist regime, when the
nation was deprived of its own independent state, the preservation
of national identity was possible only thanks to the maintenance of
religious and cultural values. Art, also sacred art, played an impor-
tant cultural and nation-building role. It was to serve the purpose
of defending universal and national values and creating the sphere of
symbolic freedom in the realm of the spiritual.
Undertaking grand religious themes in his works with universal
messages, Penderecki moves into the zone of“musica sacra.” Attempt-
ing to “rebuild the metaphysical space of man,” the sphere of human
spirituality, the artist expresses his protest against the destruction of
values and the imprisoning of the society in the communist system.
The universal message which is carried by his consecutive works in
the 1980s is marked by a new perspective, stemming from the com-
poser’s awareness of the ties with his own place on earth. Historical
events which are important for Poland start to exert a growing influ-
ence on his music. The dramatic events of the 1980s found a strong
resonance in the composer’s music. The Polish Requiem draws on
the tragic chapters of Polish history, which are evoked as parts of the
national ethos.
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1980–1981
“Solidarity” period
1980 strikes at the coastal cities and all over the country (Lech Wa l
↪
esa
and the Strike Committees)
1981 Pope assassination attempt (13th May)
death of Primate Stefan Wyszyński (28th May)
Gdańsk Accords signed (31th August);
“Solidarność” trade union officially registered (10th November)
The truth of Katyń publicly revealed (40th anniversary of the
murder of Polish army officers and intellectuals by the Soviets)
3.1. The Time of Hope: 1980–1981
This is the time when the struggle of the “Solidarność” trade union
with the totalitarian system culminates. They fight for freedom, dig-
nity and the right to say the truth about the history of Poland. Pen-
derecki then writes the first two movements of the Polish Requiem,
directly inspired by the historical events:
– Lacrimosa: a lamentation written to celebrate the unveiling of the
monument to honour the shipyard workers, the victims of Decem-
ber 1970 – the symbol of the struggle of the workers with the com-
munist regime. The lamentation was written in compliance with
a request of Lech Wa l
↪
esa and was performed on 16th December
1980 during the commemoration ceremony, where nearly two mil-
lion people gathered the manifestation of power of “Solidarność”;
– Agnus Dei : the supplicatory prayer for a cappella choir, written in
memory of Cardinal Stefan Wyszyński, “the Primate of the Mille-
nium,” and performed during the funeral mass in May 1981. His
heroic resistance against the totalitarian system became the sym-
bol of the struggle for spiritual values and significantly influenced
the collective awareness of the Poles.
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1981–1983
Martial law
1981 13th December – martial law imposed (Wojciech Jaruzelski)
main opposition activists arrested and interned
bloody crushing of miners’ strike in Wujek coal mine (Upper
Silesia); protests and demonstrations
underground culture thrives – independent media and literature
publishing houses
1983 second visit of the Pope to Poland
1984 kidnapping and murder of Father Jerzy Popie luszko, an outspo-
ken critic of the regime
1985–1989
Polish variety of Russian “perestroika”
3.2. The Time of Defeat: 1982–1984
This was the time when martial law was imposed and aspirations for
freedom were suppressed; there were reprisals against the political
opposition, and Poland was cut off from the free world. Penderecki
then writes new movements of the Polish Requiem, inspired by the
current situation. They recall:
– the national and religious ethos: Dies irae, movement 1, dedicated
to the Warsaw Uprising, the heroic and tragically unsuccessful two-
month-long battle for independence of Poland during the Second
World War (see Music Example No. 5);
– the heroic testimony of faith in the highest values: Dies irae, move-
ment 2 (including Recordare), dedicated to Father Maksymilian
Kolbe and his voluntary sacrifice of life in Auschwitz (see Music
Example No. 6.);
– memory of tragic events: Libera me Domine, dedicated to the mem-
ory of the massacre of Katyń, where thousands of Polish army of-
ficers were murdered by the Soviets, the truth about which was
concealed for decades (see Music Example No. 7).
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Music Example No. 5: Penderecki, Polish Requiem, Dies irae, p. 1
The remaining movements, Requiem eternam, Lux aeterna, and
Finale, constitute the framing of the work and complete the cycle.
In 1993, the extended Sanctus movement was incorporated into the
Polish Requiem, which shifted the balance of the work from the dom-
ination of dramatic parts connected with the “horror theatre,” “the
sphere of darkness,” to that of prayerful, contemplative parts, the
symbolic “sphere of light” (see Music Example No. 8).
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Music Example No. 6: Penderecki, Polish Requiem, sketch
Music Example No. 7: Penderecki, Polish Requiem, Libera me, Domine, p. 1
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Music Example No. 8: Penderecki, Polish Requiem, Sanctus, p. 1
What could have contributed to the modification of the general
message was both the changed historical situation of Poland (the
regaining of independence) and various characteristic features of later
phases of Penderecki’s creative life.
The Polish dimension of Penderecki’s works is not limited to the ex-
istence of dedications, it also embraces quotations of important Polish
religious hymns. In the Te Deum, written in 1978–80 and inspired by
the election of the Polish Pope, John Paul II, the conceptual centre of
the work is constituted by the quotation of the Polish religious hymn
Boże coś Polsk
↪
e, which during the long years of the Partitions played
the role of the national anthem. When composing the Polish Requiem
(based on a Latin liturgical text), Penderecki selected the quotation
of the supplication Świ
↪
ety Boże, which in the Polish national and re-
ligious tradition used to be sung in moments of particular danger, as
the Passacaglia theme.
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The Te Deum and the Polish Requiem, written at a difficult time in
Polish history, served to evoke the national ethos and “raise the spir-
its,”11 thus giving a testimony to the emotional and personal attitude
of the composer to the fate of his country.
From the perspective of time, Penderecki on the one hand con-
firmed his link with the events in Poland: “This was not really politi-
cal music that I was writing, but it was music that was appropriate to
the time during which we were living in Poland.”12 And on the other
hand, he, as an artist, had doubts as to such a direct involvement in
history: “I cannot be sure that I have not sinned too much, especially
against the free ‘I,’ in yielding to the imperatives of power and the
national ethos. Works like the ‘Polish Requiem’ [. . . ] are liable to be
read as journalism,”13 as he wrote nearly ten years later.
The threat of Penderecki’s music being interpreted in terms of its
involvement in current events concerns only one dimension of the
works and only the audience familiar with the historical events. It
is an additional dimension which does not affect the artistic value of
the music. It is worth quoting the comment of one of the greatest
violinists of the time, Anne-Sophie Mutter:
“When I heard the ‘Polish Requiem’ performed in Stuttgart, it opened up an en-
tirely new sound world to me. The dynamic and emotional spectrum, ranging
from most softly whispered pianissimos to heart rending fortissimos, was over-
whelming.”14
11To quote Henryk Sienkiewicz, the 19th-Century Polish writer, who – in the
period of foreign Partitions –“raised the spirits”of the Poles by writing historical
novels which referred back to the golden age of the country.
12Penderecki, Labyrinth of Time, p. 85 (interview with Penderecki by Ray Robin-
son).
13Ibid., p. 18.
14Anne Sophie Mutter in: Schott aktuell (1998), No. 6, p. 2.
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4. The Regaining of Independence. Penderecki’s Message for the New
Century
1989–1990
Round Table Agreements – Fall of Communism
II. Regaining of Independence – 3RD Republic of Poland
Poland Reunited With Europe
1990 insignia of legal Polish government residing in London
handed over to Poland by the last Polish President in exile (De-
cember)
1991 Poland admitted to the Council of Europe
1992/93 Soviet troops withdrawn from Poland
1999 Poland becomes a member of the NATO
2004 Poland becomes a member of the European Union
4.1. Penderecki’s Time of Synthesis – Monumental Symphonic-
Oratorio Style
The regaining of independence by Poland in 1989 allows the composer
to concentrate on an attempt to synthesise more than forty years of
his experience in composing music. He composes two large-size vocal-
instrumental works: Seven Gates of Jerusalem (1996), described by
him as Symphony No. 7, and Credo (1998). He has this to say on the
subject:
“Today we find ourselves at the time of great synthesis, the second fin de siècle.
Everything that has been created over the last century is subject to re-evaluation.
It seems to me that only the music that is written in a natural way and synthesises
everything that has happened in the last several decades has a chance to survive.”15
Both works, Seven Gates of Jerusalem and Credo, constitute an at-
tempt on the part of the composer to look from a distance not only
15Krzysztof Penderecki, Translation of a quotation from an interview in the Fes-
tival Bulletin of the 30th Warsaw Autumn Festival, 1986.
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at his own œuvre, but also at the grand Judeo-Christian tradition of
our culture. Despite considerable parallelisms between the two works
(for instance, they use similar forces, contain corresponding themes
and motifs as well as formal similarities), they differ to such an extent
as the Old Testament differs from the New.
Music Example No. 9: Penderecki, Seven Gates of Jerusalem, Magnus Dominus,
Schott, p. 1
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Seven Gates of Jerusalem may be interpreted as the creed ex-
pressed from the perspective of the Old Testament, where the voices
of the prophets Isaiah, Jeremiah, Ezekiel and Daniel proclaim the
power of Yahweh and the coming of the Messiah. Penderecki speaks
with pathos, solemnity and power. He opens his work with an aus-
tere, iterative theme Magnus Dominus (see Music Example No. 9)
and closes it with a concluding apotheosis of the “Holy City” which
has lasted for 3000 years as a symbol of the power of Yahweh, who
“reget nos in saecula”. It is the power of Yahweh that is referred to by
the repetitive theme of the movement Si oblitus fuero; it is the power
of Yahweh that is craved by man in the supplicatory De profundis
(see Music Example No. 10).
Music Example No. 10: Penderecki, Seven Gates of Jerusalem, De profundis,
Schott, p. 1
The great scene of Ezekiel’s prophecy in the sixth movement is also
a testimony to it. Despite the presence of melodically extended solo
parts, what prevails is the pathetic, monumental musical gesture, the
harmonic mass of the expanded orchestra and choir, which seems to
present symbolically the fate of the community, of the consecutive
generations of the Chosen People.
The “Oregon” Credo unfolds in a different dimension. It expresses
the faith that the sacrifice of the Cross, affirmed by the testimony
of the Gospel, constitutes the loving fulfilment of the promise to es-
St. Luke Passion, Polish Requiem and Credo in the Context of Polish History 63
tablish the New Covenant. The new nature of the relationship be-
tween man and God, deprived of fear and the sense of distance, full
of closeness and subjectivity, finds its musical equivalent in individ-
ualised solo vocal and instrumental parts, full of lyrical expression
and remaining in dialogue with each other, as well as in the reduced
means and transparency of texture. The incorporation of Polish ex-
tracts, familiar to the composer from his childhood, emphasises the
personal, warm and emotional attitude of man to the Creator.
Seven Gates of Jerusalem and Credo, the two monumental works
by Penderecki, are not only a significant artistic achievement of the
composer and the synthesis of his hitherto experiences. They are also
an act of courage of the artist who refers to the sphere of the sacred
through music and above music and strongly publicly professes his
faith in God, which is his message for the end of the 20th Century.
4.2. Krzysztof Penderecki in the Sphere of Classical Beauty
In the 1990s, Penderecki accomplishes a synthesis of his hitherto com-
position experiences and emphasises the unity and continuity of the
development of his music, in spite of transformations in his musical
language. Having fulfilled obligations to the history of the now in-
dependent Poland and having passed the symbolic musical message
about values to the audiences, the composer can now open a new
phase of his creative life. After a clear message for the end of the cen-
tury and the composer’s personal profession of faith carried by The
Seven Gates of Jerusalem and Credo, he returns to the sphere of ab-
solute music: chamber and “concertante” style music. He composes:
a Sonata for violin and piano (2000), a Sextet for clarinet, horn,
string trio and piano (2000), a Concerto grosso for three cellos and
symphony orchestra (2001), and finally a Piano Concerto (2002). He
writes chamber pieces of beautiful Classical proportions which invite
joint music-making. In these works, Penderecki engages in a musical
dialogue with the great tradition of the past – the music of Mozart,
Schubert or Brahms, that focuses on the Classical understanding of
beauty, with “proportio et claritas” taken to be its foundation.
